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Artobjectshaveaphysicalexistencesubjecttoanalysisandstudy,
yettheperceivedqualityofanartobjectisnotfoundintheartobjectbut
intheinterpretivecontextinwhichitisplaced.Eventhe" ond tion"of
anartobjectisdeterminedbytheinterpretivecontextthatevaluatesthe
physicalstateoftheobject.Forinstance,achiporcrackinaChinese
ceramicisusuallythoughttolowerboththeestheticandfinancialvalue
oftheobject,yetintentionallydrillingapitintoanotherwiseperfectce-
ramicinordertodetermineitsdatebythermoluminescencewilloften
validatetheestheticandmonetaryworth,orthroughthisvalidationpro-
cessevenincreaseitsperceivedvalue.Thisdespitethattheformerly
perfectconditionisnowimpaired.Attheirupperleveltheseperceptions
ofvalueresultinformalandinformalsystemsofcanonizationthatrep-
resentakindofcollectiveassessmentofvalue.Asperceptionsofvalue
involveajudgmentthatisdependentuponthestandardsandcompara-
tivematerialthatarebroughttobear,itisagiventhattheseperceptions
willvaryaccordingtocircumstanceandtimeperiod,andevenmoredra-
maticallyshiftbetweenonecultureandanother.
Inthisrespect,thedifferingstructureofthecanonizationprocessfor
JapanesepaintingwithinJapanandintheWesthashighlightedandsi-
multaneouslyobscuredmuchofimportanceinthehistoryofJapanese
painting.Thisbriefdiscussionwillconsidersomeaspectsofthediffer-
ingcanonizationprocesswithinJapanandintheWestwiththeintentof
betterunderstandingtheweaknessesinbothapproaches.Myexperiences
asaforeignscholarstudyingJapanesepaintingwhileresidentinJapan
willbeemployedtoexplorecertainaffectsofthesecanonizationtradi-
tionsandsuggestnewapproachestothecomprehensionofthehistoryof
Japanesepainting.
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InterpictorialInterpretation
Beforeproceedingwiththediscussion,itisimportanttoreviewa
fewtermsthatwillassistintheanalysisthatfollows.Intertextualitywas
developedbyJuliaKristevafromMikailBakhtin'suseof"dialogism"to
indicatetherelationofoneutterancetootherutterances.Simplyput,that
textsexistinrelationtoothertextsresultsininterpretationsbeingdevel-
opedfromtheintertextualrelationofauthorandreaderinthecontextof
thematrixofothertexts.Thismatrixoftextsshiftsovertimeanddegree
ofawarenessoftheirexistencebytheauthorandreader.Themultiplicity
ofexpressiveandinterpretivepossibilitiesthatintertextualitygivesrise
toiscalledheteroglossia,indicatingthediversityofpossibleglossesor
interpretations.Sinceitsintroduction,notionsofintertextualityhave
beenrefinedinavarietyofways,includingaleatoリノintertextuality(re-
ferringtotheinterpretationofatextwithinthelargerrangeoftexts
㎞owntothereader)andoわ1'go納ノintertextuality(theintertextualma-
trixpresupposedbythework).
Someaspectsoftheseideasofintertextualitycanbeusefullyem-
ployedintheconsiderationofinterpictoriality.IntheJapanesecontext,
obligatory(Iwouldprefertousepresumptive)interpictorialityrecogniz-
esthematrixofearlierimagerythatprovidesthevisualcontextforthe
performanceofawork.Itistermed"presumptive"becauseitinvolvesa
presumptionofwhatimagerywasavailableinthehistoricalcontextof
thecreationofthework.Aleatory(Iwouldprefertousescopic)interpic-
torialityreferstothevisualmatrixofimageryknownbytheviewer.Itis
termed"scopic"asitreferstowhatisvisibleinthecurrentvisualworld
oftheviewer.Thedegreetowhichtherealmsofpresumptiveinterpicto-
rialityandscopicinterpictorialitymayoverlapincreasestotheextent
thatthecreationoftheworkandtheinterpretationofthevieweroccurin
thesametimeandculturalspace.Asdifferencesintimeanddifferences
incultureincrease,thelikelyoverlapbetweentherealmsofpresumptive
andscopicinterpictorialitydecrease.Awarenessoftheseaspectsofinter-
pictorialityholdssignificantimplicationsforarthistoricalinterpretation.'
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Implementation
TheimplicationsofinterpictorialityforthestudyoftraditionalJapa-
nesepaintingaremany.Theveryconceptisbasedonviewingandinter-
pretation,noton"reading"despitethepopularityofthisinappropriate
metaphor.Theexperienceofviewingmayhaveelementsofavisual
grammar,butonethatisverydifferentfromthestructureoftexts.The
interpictorialcontextofaworkrequiresinvestigationinthepresumptive
interpictorialcontextoftheworkatthetimeofitscreation.Although
thisinvestigationcannoteverbefullycompletedorfullyconfirmedand
willbedonedifferentlybydifferentresearchers,itremainsourchiefav-
enueforunderstandingthecontextualreferentialitythatprovidesafun-
damentallevelofpossiblemeaningsoftheimage.Thescopicinterpicto-
rialityoftheviewerbringswithitthemultiplicityoflatercritical
approachesandvisualcomparisonsnotavailableatthetimeofcreation.
Ofcourse,thevisualandtheoreticalbackgroundofourcurrentscopic
interpictorialitycanneverbefullyseparatedfromourunderstandingof
presumptiveinterpictoriality,buttheattempttoseparatethetwoincreas-
esthepossibilityofinterpretationsthataresensitivetotemporalandcul-
turaldifferences.
AneffectiveexampleoftheseconcernscanbeseenintheWestern
appreciationforcertainaspectsofZencalligraphy.TheWesternscopic
interpictorialitywasstronglyinfluencedbythepopularityofabstractex-
pressionismafterWorldWarIIandthisinturneasedtheappreciationfor
someformsofZencalligraphythatappearedtohaveasimilarregardfor
theexpressivecapabilitiesofline.Theunderstandingofthepresumptive
interpictorialityoftheseZencalligraphieswouldinvolvetheearliercal-
ligraphicbasisfortheworksaswellastheirmeaningwithinthecontext
ofZenpractice.ThatthemajorityofWesternviewershavereliedonly
onthemodernscopicinterpictorialitythatincludesabstractexpression一
'Thisdiscussionofinterpictorialityisbasedonmypresentation,"Repetition,
Performance,Difference:TowardsanInterpictorialInterpretationofJapanese
Painting"givenattheInternationalSymposiumheldattheNewOrleans
MuseumofArtinSeptemberof2002.
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ismhaslimitedtheirunderstandingandappreciationofZencalligraphy
tothoseexamplesthatbestfittoday'sinterpictorialcontext.Thisisnot
tosaythatthisWesternformofappreciationfortheseworksismistaken,
butmerelytopointoutthatitscontextisamodern,Westernonethat
mayhaveonlyatangentialrelationshiptotheoriginalinterpictorialcon-
text.
FactorsintheCano】 血a"onProcess㎞JapanandtheWest
ThedifferingcontextsforplacingvalueonJapaneseartobjectsin
JapanandtheWestspontaneouslygeneratesdifferencesoffocusandap-
preciation.Thesedifferencesarevisiblethroughouttheartworldfrom
museumexhibitionstoscholarlypublicationsandarerevealedinthe
contentsofpublicandprivatecollections
Thefollowingchartlistsafewofthemanyfactorsinfluencingthe
canonizationprocessinJapanandtheWest.
Japan
NationalTreasuresystem2
[Y?all
Nihonga18
Muromachiinkpaintings181
Japaneseceramics104
Chineseceramics184
Koreanceramics13
swords809]
Public/privatemuseums&collections
Artexhibitions
Artorganizations
Arthistorians
monetaryvalueinJapan
West
NationalTreasuresystemselec-
tivelyendorsed
Public/privatemuseums&collections
Artexhibitions
Arthistorians
monetaryvalueintheWest
2Bunkach6文 化 庁
,ed.Kokuh?硎?unkazaidaizen
MainichiShinbunsha,1997-98.
国宝 ・重要文化財大全.
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Specialareasofemphasisinclude:
swords,calligraphyukiyo-e,netsuke
AstheNationalTreasuresystemcontinuedtodevelopthroughout
thetwentiethcentury,itgrewincreasinglyimportantasanofficialsys-
temofcanonizationofJapaneseartalthoughitspurviewextendsbeyond
arttoincludedocumentsandarchaeologicalremains.Artobjectsdesig-
natedasNationalTreasures国宝orImportantCulturalObjects重要 文 化
財arepopularlyheldtobethesummitofextentartobjects.Eventhe
technicallydefunctprewarcategoryofImportantArtObject重要 美 術 品
continuestobenotedincurrentexhibitioncataloguesandcarnesamut-
edbutstillnoticeablecachet.Thebriefglanceatsomecategoriesandthe
numberofdesignatedobjectswithinthesecategoriesprovidedinthe
chartaboverevealsmuch.Thenumberofitemsineachcategoryreflects
notmerelythenumberofsignificantworksthatexistinthecategory,but
thestatusofthecategoryitself.Periodofmanufactureisclearlyoneas-
pectascanbeseenindisparityofdesignatedpaintings.inthey?aand
nihongadivisionsascomparedtoMuromachiinkpaintings.Forin-
stance,thenumericaldifferenceswithincategoriessuchasceramicscan-
notbeaccountedforsimplybythenumberofsurvivingsignificantex-
amples,theyimplythedifferingstatusofnationaloriginandtheimpact
ofinternationalvaluationsonJapaneseassessment.
TheWesternreceptionoftheNationalTreasuresystemhasoftenre-
inforcedtheJapaneseevaluation,yettherearenotableexceptions.Al-
thoughthelastdecadehasseenthegradualawarenessoftherebeing
somethingofvaluetonihonga,theappreciationofy?astilllagsfarbe-
hind.Designatedworksinboththesecategoriesarefarfromhavingthe
levelofappreciationreservedfordesignatedworksfromearlierperiods.
Thecategoriesofcalligraphyandswordsfalloutsidetheareasofwide-
spreadappreciationinscholarlyandmuseumcirclesintheWest.Al-
thoughWesternpublicandprivatecollectionsofChinesecalligraphyare
highlyvaluedbymuseumsandscholars,thestudyandcollectionofJap-
anesecalligraphyoutsideJapanisminutebycomparison.Swords,often
seenasaseparatecategoryofarmsandarmoryintheWest,hasalong
aestheticandreligioustraditioninJapanthatmakesitcomparabletotea
ceremonyceramicsasanitemofuseimbuedwithhighaestheticvalue.
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Itisinterestingtonotethatthenumberofdesignatedswordssubstantial-
lyexceedsthecombinedtotalofobjectsinthesixothercategoriesnoted
above.Japaneseswordsarepassionatelycollectedbyprivateindividuals
intheWestbutarerareinWesternpubliccollectionsandhaveyettobe
studiedbyarthistorians.Althoughthisisnottheoccasionforadeepdis-
cussion,thedesignationofsuchalargenumberofswordsraisesques-
tionsaboutthepoliticsofthedesignationpracticewithintheNational
Treasuresystem.ItsimultaneouslyshowsthattheWesternreceptionof
thissystemisselectivelyappliedtothoseareasdeemedappropriateor
popularintheWesternviewofJapaneseartandaesthetics.
Theholdingsofpublicandmajorprivatecollectionshavelikewise
playedmajorrolesastheirpresenceinthesecollectionsisoftenassumed
tobeduetotheir"inherent"value.Therelationsofpublicandprivate
collectionsareoftenquiteintertwinedandtheyoftenservetoreinforce
thecanonizationofobjects.Inthisregardprovenanceisoftenasmuch
aboutestablishingacanonicalstatusastracingthehistoryoftheobject.3
Anobjectthatwasonceinafamouscollection,whetherpublicorpri-
vate,isoftenelevatedbythisassociationwhennewlyacquiredbyanin-
stitution.YetthisprocessvariesbetweenJapanandtheWest.Whatqual-
ifiesasa"well-known"collectionintheWestisafairlycircumscribed
listinregardtoJapanesepainting.Comparativelyearlycollectionsof
JapaneseartmadeintheWestareofteneasilyrecognizedandtheirob-
jectsesteemed.Yetthecategoriesofcollectionseasilyrecognizedinthe
Westaremostlyconfinedtofamousmuseums,imperial,shogunaland
daimyofamilies,andafewprivatecollections.Eventhecombinationof
interestandskillsinreadingtheseals,documents,andboxinscriptions
thatallowprovenancetobetracedforJapanesepaintingsisrareand
whenpresent,arecentphenomenon.InJapan,provenancesofpaintings
andtherelevantskillsforuncoveringthem,whetherrelatedtoteacircles
orothercollectingpractices,werewellunderstooduntilrelativelyrecent
times.ThesedifferencesbetweenJapanandWestarerevealedinthe
prevalenceofesteemedobjectsinJapanhavinglengthyprovenancesand
thoseinWesterncollectionsoftenlittleornone.Documentsandin一
3Seemyessay,"ReflectionsonthePracticeofCollectingJapaneseArt,"inBerry
andYokoya,UnexploredAvenuesofJapanesePainting,pp.203-198.
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scribedboxesofJapanesepaintingsarenotonlycomparativelyuncom-
moninWesterncollections,4theyoftengounread,andwhenreadthe
significanceofthecollectionsmentionedinthemoftenunrecognized.In
contrast,thefamouscollectionsinJapantendtobe且lledwitho切ects
withlonghistoriesrecordedintheirmultipleboxinscriptionsandac-
companyingpapers.
ThattheprovenanceofJapanesepaintingislittleunderstoodinthe
Westhasmeantthatthecollectionstherewereoftenformedwithlittle
regardtoprovenance.Thishasresultedinanearlyexclusivefocuson
theobjectsthemselves.AspricesofobjectsinJapanhavebeenheavily
affectedbytheappreciationforobjectshavingbeenassociatedwithma-
jorcollections,Westerncollections,oftenformedonmodestbudgets
comparedtothoseavailableforthepurchaseofWesternart,oftenac-
quiredworkswithoutpedigreethathavebeenignoredorundervaluedin
Japan.ThisfrequentunconcernwithJapanesestandardsaffectingcanon-
izationhashadthevirtueofenablingtheacquisitionofqualityobjects
andartiststhathavesometimesbeenneglectedinJapan.Ontheother
hand,Japaneseinstitutionshaveprioritizedthefundsandthescholarship
necessarytocollectandstudythecanonicalworksintheareasrecog-
nizedwithinJapan.
Theworksofartshowninexhibitionstendtoacquireincreasedca-
nonicalstatusdependingontheirfrequencyofexhibition,thestatusof
thelocationoftheexhibition,andthecanonicalleveloftheworkswith
whichtheyareshown.AlthoughthispatternisfoundbothwithinJapan
andoverseas,differingpatternsofwhatisregardedascanonicalresultin
differingtopicsofexhibitions,display,anddiscussionwithintheexhibi-
tioncatalogues.
GiventhescopicinterpictorialityoftheWesternworldinthelatter
halfofthenineteenthcentury,Japanesewoodblockprintsprovideda
glimpseofsocialcustomsthatappearedattractivelyexotic.Ironically,
althoughmuchwasmadeofthedifferentaesthetic,perspective,and
aWoodenboxesandtheiraccompanyingdocumentswereoftennotpreservedby
museumsintheWestasrecentlyasthe1960sand1970s.Evennow,numbersof
museumsstoretheirpaintingsandrelatedboxesatseparatelocations,allbut
preventingawarenessoftheirsignificance.
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technique,itwasthecomparativedirectnessofthegraphicdesignof
woodblockprintsthatmadethemmorecomprehensibleintheWestern
visualcontextthanotherformsofJapanesepainting.Likewise,thefasci-
nationwiththeminiatureworldofJapanesemythologicalthemesfound
innetsukeresultedinthembeingwidelycollectedbyWesterncollectors
whilebeinglargelyignoredinJapan.ThefrequencyofWesternexhibi-
tionsintheseareaswasoneamongseveralfactorsthateventuallyaffect-
edthecanonicalsysteminJapantothedegreethatwoodblockprintsare
nowfullyincludedinthecanonicalsystemwithinJapanwhilenetsuke
arestillappreciatedtoalesserdegreethanintheWest.
Thehistoricaldevelopmentofcanonizationwasintricatelyinterwo-
venwiththepracticeofconnoisseurshipinJapan.Whiletheconnois-
seurshipofobjectswasdonetoauthenticateworksbycanonizedartists,
theprocessandtheresultingjudgmentstendedtoreinforcetheimpor-
tanceoftheworksthemselves.Theco皿oisseurshiprecordbookofthe
notedDaitokujipriestK?etsuS?an江月 宗 玩(1574-1643)thatisslow-
lybeingpublishedprovidesafascinatingglimpseintotheevaluationof
Zencalligraphiesintheseventeenthcentury.sK?etsu'smeticulousre-
cordkeeping,carefulcopyingoftheformsandsealsoftheexamined
items,andfrequentlabelingofworksascopiesorforgeriesrevealshis
attempttoestablishthevariouspresumptiveinterpictorialworldsfrom
whichtheseworkswereattributedtohaveemerged.Teaceremonydia-
ries,boxinscriptions,recordsofEdoperiodpaintingandcalligraphyex-
hibitionsareamongthematerialsthatrevealthehistoryofthecanoniza-
tionprocessinearlierperiodsofJapaneseartappreciation.
ThecanonizationofartinJapansincethelateMeijiperiodhas
largelybeenshapedbythemajorartorganizationsandtheexhibitions
thattheyhold.Scholarlyattentionhasoftenfocusedontheworksthat
gainedadmissiontothemajorshowsandthecontemporarycriticalre-
sponsetothem.Thisattentionhasresultedintheestablishmentofa
moderncanonofartistsandworksinJapan.AstheWesternworldisjust
startingtoappreciateJapaneseartfromthefirsthalfofthetwentieth
century,thekeyroleoftheseorganizationsandtheirexhibitionshasyet
sSomeaspectsofthisworkareintroducedanddiscussedinchapterseightand
nineofLevine'sDaitokuji.
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tomakeamajorimpactintheWesterncanonizationofJapaneseart
forms.Yet,tothedegreeWesternscholarsfollowthepreoccupationof
theircolleaguesinJapanonexhibitionworks,thebroaderunderstanding
oftheartists'careersasseenintheirnon-exhibitionworkwillcontinue
toremainobscure.
ResearchinterestsamonghistoriansofJapanesearthasalsobeena
centralfactor.InJapan,arthistorians'researchhasbeenshapedbythe
traditionsofcollectionandconnoisseurshipthatarefrequentlyreflected
intheirdecisionsastowhatshouldbedesignatedintheNationalTrea-
suresystem.Ofcourse,designationdecisionsarenotarrivedatbysim-
plypollinga丘historians,butresult丘omamorepoliticalcommitteepro-
cess.Likewise,WesternhistoriansofJapanesearthavebeeninfluenced
byWesternmuseumcollectionsandpublicpreferencesdespitemanyof
themhavingreceivedpartoftheirgraduatetraininginJapan.Ingeneral,
WesternhistoriansofJapanesearthaveemphasizedanalysisoftheob-
jectanditsaestheticand/orconsiderationofthetheoreticalmodelsfor
understandingtheartwork.InJapan,untilrecently,traditionalmodesof
analysiswithahightextualcomponenthavepredominated.As r sult
ofthesedifferences,evenifsimilarartistsandobjectshavebeencanon-
ized,perceptionsoftheirmeaningoftendiverge
DespiteassumptionsofobjectivityinJapanandtheWest,themar-
ketvalueofartobjectsoftenhasamarkedeffectoncanonicalassess-
ment.Thus,artistsandworkswhosemarketvalueispronouncedtendto
beincludedinexhibitionsandprominentcollectionswhilethosewhose
currentmarketvaluehasplummetedtendtobediscretelydroppedfrom
view.Thatvaluesofobjectsvarygreatlyovertimecanbeeasilycon-
firmedthroughstudyofmarkethistory,byetthisobvioustruthisseldom
remarkedduetotheunspokenassumptionthatcurrentassessmentsare
somehowcorrectandthoseofthepastdeficient.Althoughthisattitude
seemsconsistentinsideandoutsideofJapan,theactualmarketcondi-
tionsareoftenquitedifferentbetweenJapanandWesternlocations,and
thesedifferencesarereflectedtoadegreeinthecanonicalstatusofart-
fistsandtheirwork.
6See,forinstance,T?iKenkyiijo1979.
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ExploringInterpictorialContext
FromthetimeofmyinitialM.A.thesisresearchonIkeTaiga池大 雅
(1723-1776),itbecamecleartomethathisclosestassociatessuchas
KanTenju韓 天 寿andK6Fuy6高芙 容7werelittlemorethannameseven
tomanybunjinga文人 画researchers,muchlessthegeneralcommunity
ofEdoperiodpaintingresearchersorthoseofotherperiods.Asthema-
jorityoftheseartists'workswerenotinpubliccollections,theonlyway
ofviewingthemwastoinvestigatetheprivatecollectionsanddealers'
stock.AnearlylistingbytheBunkach?fthepaintingsinmuseumcol-
lectionsaroundthecountryallowedmetheopportunityofrequestingto
seelargenumbersofpaintingsinmuseumstoragethathadrarelybeen
viewedevenbythecuratorsthemselves.Yearsofsurveyingpaintings
availableinthesesourcesweresupplementedbystudyingprewarpubli-
cationsandthephotographsofpaintingsapPearinginthez〃琵α'θmoku-
roku売 立 目 録,thesalecataloguespublishedbytheregionaldealerasso-
ciations.8
Theseexperiencessuggestedthattherewerehugequalitiesofpaint-
ingsthathadgoneentirelyunobservedbymodernscholars.Whenone
looksatthelargestcompendiumofJapanesepaintersandcalligraphers
editedbyArakiTadashi,Dainihonshogameikataikan(1934),wefind
over16,000artistslistedinits2,792pages.9Althoughthisdictionaryof
artistsisquiteextensive,itisfarfromcomprehensiveanddoesnotcover
largenumbersofartistsnotedinperiodpublicationsandinrecentre-
gionalcataloguesandarticles.ItislikelythatthetypicalscholarofJapa-
nesepaintingmayhavehadsomeexperienceviewingtheworksoffive
7Thesethreeartistswereonceknownasthe"Sangakud?a"山岳 道 者duetothe
longSh琦end?靡elatedmountainclimbingtripstheyundertooktogether.
8Thesephotographscannowbemoreeasilystudiedduetotheongoingappear-
anceofvolumesoftheKogas?an古 画 総 覧thatarrangesimagesfromthese
cataloguesaccordingtoartistandschool.Atthepresenttime,sixvolumescover-
ingartistsassociatedwiththeMaruyamaandShij?choolsandthefirstvolume
ofaseriesonliteratipaintershasbeenpublished.
9(2
,792pagesxapproximatelysixartistsperpageresultsin16,752artists).
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hundredtoonethousanddifferentJapanesepaintersandcalligraphers,
butevenknowledgeofonethousandartistswouldatmostbe1/16thof
thetotal.10Thestandardassumptionisthattheprocessofcanonization
hassuccessfullyweededtheinsignificantartistsandworksfrompublic
viewandseriousdiscussion.Yetitisclearthatthegreatbulkofthese
artistsandtheirproductionhavehadnotwentieth-centuryassessmentof
theiraestheticvalueortheirimportanceascontextualdocuments.
Thebulkofextentpaintingneedsreassessmentasperformancewith
arecognitionthatourmodernistconcernsfororiginality,progressivede-
velopment,andtheformationofanavant-gardewerenottheconcernsof
traditionalJapan.Thisimpliesareexaminationoftheideaofcanonical
works.Thisisnotnecessarilytogetridofthecanonsincekeyworks
sentripplesthroughcenturiesofinterpictorialinterpretation,affecting
thousandsofsubsequentpaintingsdirectlyorindirectly.Yetonlyby
studyingthebroadrangeofsurvivingworkscantherelationamong
worksbeunderstoodandtheuseofperformanceanddifferencebeuse-
f叫yexplored.Althoughcallsfbrgoingbeyondthecanonareregularly
heard,theactualpracticeofdoingsoismuchrarerduetothesocialand
academicprestigeaccordedthe"importance"ofstudyingthecanon.The
problemarisesthatworkstrulyoutsidethecanonarerarelypublished
andinfrequentlyfoundinthecollectionsofmajormuseums.Theinves-
tigationoftheseworkscanbepursuedonlythroughthetimeconsuming
explorationofprivatecollections,surveysofworksinthemarketplace,
studiesofoldtemplecollections,thephotographsfoundinprewarjour-
nalsandsalecatalogues,andsoon.
Althoughlocatingandreviewingtheidentities,careers,andextant
worksofthesethousandsofcurrentlyunknownartistsrepresentsan
enormouschallenge,itcouldovertimebeexploredbytheworkofmany
scholarsworkingeitherisolationorinunison.The1998cataloguefor
theル 勿 α加 ηoθ8痂w碗 γα肋 α πγδmη 京 の 絵 師 は 百 花 繚 乱showbasedon
thevariouseditionsoftheHeianjinbutsushi平安 人 物 志llheldatthe
'ｰTheactualnumberofartistsisfargreaterth
anthosefoundinAraki.
"Artistsandinformationpro
videdinthenineeditionsoftheHeian抑butsushi
from1768to1867cannowbeeasilyaccessedontheHeianjinbutsushidatabase
placedonlinebytheInternationalResearchCenterforJapaneseStudies.
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Ky6toBunkaHakubutsukan京都 文 化 博 物 館.Thisexhibitwasorganized
aroundtheattempttolocateworksbyasmanyaspossibleartistslisted
inthevariouseighteenthandnineteenthcenturyeditionsofthatindex.
Althoughlimitedinscope,thisshowunearthedlargenumbersofquality
paintingsinprivatecollectionsthatmadeasignificantsteptowardses-
tablishingtheartisticidentityofmanyartiststhathadbeenhithertolittle
morethannames.Ifsucheffortsweremultiplied,theywouldnotonly
graduallyreshapeourunderstandingofthehistoryofJapanesepainting
throughunderstandingtheirinterpictorialcontext,butwouldgradually
reducetheblindingeffectofthecanonizationsystemsinplaceinJapan
andelsewhere.
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